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Knot 
!
this quest begins with              a question 
                                                     twistedtight                 
coiled in a snarled nest           the answer       
I work at it     gently     untease the tangles 
straighten the curls      unspring  
the truth    will   unfold  
                                 find! 
the in/side of one fold is the out/side of  
                                                                         another 
                               discover! 
this task is not for the searing iron but 
        eyes                         wideshut     
un~dulate                      gather     
                      the flow                  the wa~ve 
and    and  
                     and    and 
  
 
bescribble the lines   (artfully)     
 
then        hand   over 
 





What do I do when I do this:   
scribble these lines, 
dribble them, stumble over them,  
worm them, squirm them, 
leap frog hop them,  
chop 
them,  
stay the rhymes 
play them like a fish line? 
 
I guess I hope to catch some sense,  
pour it into a four-quart jar, 
perch it on the mantelpiece, 
throw a party, sip martinis, 
call it art. 
 
Is that what I do when I en-art my mind? 
for no big reason, mind; 
urged on not by hunger, 
no raving thirst to save the waters –  
change, blame, tame the waters –  
just age old wonder 
about all that is this warty world. 
 
Is that enough? 
must I shout, dart about, 
art-act the page, 
re-tra-ct, 




into   
lists, 
ist-tw em-th art-ap 
restart, impart? 
 
Well I will, if you wish, 
to help you catch my drift, 
though we could rather swim like fish: 
(eyes)) ((askew) 
gazing sidewise always, 
yet ably able to see the wiggle–  




































































































































































































































































































































































































































































































































































































































It isn’t enough to know, just thinking 
If I think, therefore I am 
And if I am, herefore I stand 
So I must know with all mine own. 
 
With my own eyes, I must see the fit 
With my own ears, it must sound right 
How can I know, unless I sniff 
and smell who before me has known? 
How can I know, unless I taste? 
Always I hope for lemon gelato or crème brulée 
but what if it tastes like an aspirin stuck sick 
in the back of the throat? 
What if it tastes like the mucous of a snail trail? 
I’ve not tasted snail snot –  
What would that taste like? 
 
And what it touches like –  
I must be able to run my fingertips over its texture 
Is it smooth or rough, and in what way –  
smooth as the glossed glass of Toronto skyscrapers? 
or smooth as a cleaned, creamed baby’s bum? 
rough as scraping my elbows on pavement? 
or rough like the wool tweed of a fiddler’s cap? 
And feel the pattern –  
Is it regular, repeatable, as the two-times table? 
Are there unexpected breaks 
fractures sharp as shattered glass? 
Or fissures of eroded time? 
 
It isn't enough to know with my brain 
with grey convolutions, synapses and straw-coloured fluid 
cerebral  
I must know with my heart 
With my bones, my blood, my bladder, my bunions 
I must know within my self. 
 
With whole, wholly, self must I know 
I must strip to nothing and stand on the edge 
Open armed, I must spin full circle 









































































































































a mouse maze of streets 
and a map in a strange tongue 
my journey begins 
2. 
art experiment 
itchy questions twitch the quest 
not hypotheses 
3. 
shall i study the 
taxonomy of a rose 
to learn about love? 
4. 
like solomon’s knot 
twisting around, how do 
i know that i know? 
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5. 
many times i’ve known 
truly what will come to pass 
every time i’ve cried 
6. 
i thought i knew you 
once but now, as i think twice 
i know i know naught 
7. 
all i claim is that 
i was born from love and so 
i was born to love 
8. 
bread crumbs on the floor 
butter in the sugar bowl 
shall we play a tune? 
9. 
sunrise to sunset 
the sun beats across the sky 
my heart clocks the time 
10. 
if poems were read 
as answers why would we keep 






























































































































































































































































































































































































Either it will rain tomorrow or it will not rain tomorrow 
 
The way science works is this: 
It peers into dark clouds with long polished lenses 
searching for the ultimate. 
Then it announces, “Hey, Lego blocks make up the world!” 
And just to prove it, science goes to its lab bench 
and makes a copy of what it sees,   
using its own set of plastic toys. 
Then science smiles, because the two structures look alike. 
 
I can do that too. 
I can say that kittens are young female felines 
and that digital phones are audiovisual communication devices 
and that free speech is a democratic stream of consciousness. 
 
But you might say those are tautologies. 




It doesn’t always work, flipping things around, as if they’re the same 
I can say catfish, but not fishcat 
I can see catbirds, but not birdcats 
And speech may be free but my cellphone is not 
 
Nonsense. 
What I really want to know is  
why does my father have seventeen cats, and why, when I call, 
does he only talk about them –  
sweetly furry Isabel, second chance Ivan, that good mother Gem –  
but never a word about my mom? 
What is it like to realize you are losing your memory?  
Does it feel better when it’s gone for good? 
Will my mom get her mind back in heaven? 
What was my sister praying as she waited on her knees  
for death to come?   
What happens to the souls of aborted lives? 
What if we could rescue unwanted life; take it from those who don’t want it 
and give it to those who do? 
 
Dad spelled backwards is dad 
God spelled backwards is dog 
Pray flips into yarp 
And mom is now cat 
 
Up in the sky, clouds darken, it’s raining 
cats and dogs  
laffing, yarping 





























































































































































































































































































































































































































































from the in/dubitability of beginning 
we walk towards un/certainty 
 
birthed outside language 
over an umbrella of blessings/curses/lies 
we clamour before breakfast bell 
blink through morning prayer 
skate along the middle of high noon grace 
into an evening of fat decay 
 
each-and-all together 
amidst the traffic of loneliness 
openly we hide, behind shame 
cower within joy 
laugh inside boredom 
yawn under surprise 
at the punctuality of sunset 
all the same 
 
and/yet, in/spite, darkness rises among us 
we grope across closed books 
sniff behind heavy staircases 
wiggle between torn curtains 
wander without moonlight, starlight, streetlight 
with/out shadow as a guide 
 
encompassed only by an itching sobriety 























in the dark, the bee 
snuggles inside the flower 
cup; at dawn, the petals 





a red ribbon of cloud 
unfurls a question mark 




at the beach, each 
advancing wave marks its 
limit in the sand, a line 




I feel time wrinkling in; I 
feel my insides falling out; 
I wait in-between for my 




I disdain the fat rolling 
around my midriff:  a 
useless appendage:  please 




my mother, in a flush of 
feeling, would stroke her 
hand across my cheek, 
“you’ll always be my baby”; 
today, she paces the home, 
and babbles, pulls down 




the higher the dough rises, 





once I stood at the water’s 
edge, skipping stones, 
defying, albeit briefly, the 





my father, in a poetic 
rapture, flew at me with 
his belt, drawing long-
lined stanzas across my 
buttocks and back, 
teaching me couplets of 
bright red rhymes – 




growing up, we had no 
name for him, not Daddy, 
not Dad, not Pop; he was 
our Father; remote as a 
pagan god, he ignored us, 















God is dead, said 
Nietzsche; Nietzsche is 
dead, said God: apparently 
some concepts can be 
shaken inside out, like 






from within, a kiss is wet 
tongue, sicky saliva and 
the wormy muscle of lip; 
from without, a kiss is a 
starting gun, a business 






the red fur of lichen on the 
bald headrock grows 
slowly as time; who notices 
the moment when the 
hoary dome splits into two 
shiny-cheeked rocks? 
every evening, the sun 
collapses under the 






all night long, I dream my 
worries; each image 
eroded by the flow of the 





















































































































































































 It’s early spring and I know the fish are spawning.  All I have to do is intercept their path 




 It’s a bold summer day and you didn’t fly up to this northern lake for nothing.  There are 
good fish out there, this is the Fish Bowl, you know.  A Rainbow is what you’re after. 
 This fishing camp has a lot of experience.  They’ve done their research.  They have the 
latest, best-test-ed technology.  So you listen to them.  Which line to choose, which tackle to 




 It’s a calm day and the lake’s surface reflects the high, round sun and the crayoned cloud. 
 Fishing rod in hand, I stand on the pier and wait. 
 I   wait. 




 Sitting on the planked bench/your life jacket/an ultra-modern swiveling captain chair/ 
of this outboard/inboard motorboat, gives you lots of time to think: 
Why am I here fishing for a rainbow? 
What am I fishing for? 
 
Why am I here? 
 







 I sit in silence, watching my line.  I wait for that rainbow to bite. 
 What if it isn’t a rainbow that bites?  What if I hook a bony pike or a bottom-trawling 
catfish?  What if I hook a diving loon?  A jerry can?  A beer can?  A beer can?  Another god-
damned beer can.  What if I catch a rubber boot, slick with slime, long-lost by a previous fisher?  
What will I do?  What if I snag the bloated corpse of a drowned rat?  What if my hook gets 
snagged on reeds?  What if my hook gets snagged, but I can’t see what it is snagged on, down in 








 On an evening, spring, summer, fall, after a rain, I love to stand on the top of the hill that 
overlooks the lake.  Sun behind me and the wide wet tapestry of sky before me.  As the sun sinks, 
it casts out long, long rays of light over the hilltop.  And in that inbetween of sky and lake, the 
light lines refract, catch a rainbow, which jumps across the sky in a perfect arc of colour.  There 




 The way you catch fish around here is with a rod and a line.  You cast out the lure, and 
you reel it back in.  That’s how it goes.  It’s the way it is done. 
 A neighbor of mine goes fishing with a night-light and a net.  He slips out in the darkness 
with his pickup, and returns with a good few.  This method is illegal.  But he’s Métis. 
 Historically, there are many ways to catch a fish.  Many old men in the seas.  Though 
Jack got swallowed by a whale.  And sirens sang sailors to their deaths.  
 
√√√     
 
                                         ï  
 ~~~~~~~~~~~~~~ ∪~~~~ 
                                     ~√  ~ 
              ~~                                    ~~ 





 When I have a taste for something exotic, I go fishing at the supermarket. Off in the 
corner, beside the cans of tuna (low salt/no salt; Atlantic/Pacific; packed in 
oil/brine/tomato/dill) are thin, rectangular cans with a rainbow design.  There are other 
designs, but the one with a fish jumping into a rainbow is, of course, the best.  Along with a can, 
I purchase a box of saltines.  It must be saltines.  Back home, I make a cup of instant coffee.  It 
must be instant.  I pull back the tab on the can.  There they lie, four fish, all glistening oil and 
brilliant scales.  The tails are cut off, but not the heads. I take one out of the can and lay it on a 
cracker, place another one on top.  I have a sip of coffee.  I crunch into my sardine sandwich.  





































































































































Concepts . . . are defined not positively, in terms of their content, but negatively by contrast with 
other items in the same system. What characterizes each most exactly is being whatever the 




We only know what cat is because of what it is not –  
 
Cat is only cat because it’s not autocrat, bureaucrat, coup d’état, democrat, épée de combat, 
fraidy-cat, great heat, ideat, jehosafat, kleptocrat, lumpen-proletariat, magnificat, neat old-hat, 
ploat, quat? redcoat, scapegoat, top-hat, unseat, video-chat, whereat, xanthomat-a, you-know-
what, a ziggurat! 
 
Does this abecedarium show that meaning is endlessly deferred? 
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Or that behind the chit-chat of 
that fat cat that sat at that mat, batting gnats 
is a groaty gloating goat that bloats 
on sweat and heat of great  
caveat – 
we have only to take care of the sounds and the sense will take care of itself? 
 
We have only to take care of the sounds and the sense  
 
We have only to take care 
 
We have only to  
  differ 
  defer 










This Poem Is (Différance)  
 
“Il n'y a pas de hors-texte.” –  (Derrida, 1976, p. 158) 
 
This poem is myself: 
one pure ode to self 
expression -- 
my heart pounding, my eyes bulging,  
my sweat dripping and staining the page. 
 
This poem is two poems: 
a shriek to draw your notice 
and a shy, ironic whisper. 
 
This poem is two poems: 
what I say 
and what you read. 
 
This poem is two more poems: 
what else I think, now, next; 
and what else you think, now, next. 
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This poem is ten poems,  
ten hundred,  
ten million 
poems. 
Not that ten million will read this poem; 
perhaps just one reader 
and one poet, 
their thoughts sliding endlessly; 
a multitude of beliefs, none true, none false. 
 
And yet this poem is writhing, reeling from all the readings; 
realing in on itself as it realizes the swagger on which it was built. 
 
This poem is the tear-streaked trace that’s left behind  
when all its oppositions have cancelled each other, 
leaving only difference. 
~~~ 
Anatomy Lesson  
(in a Deleuzian world) 
 
Ladies and Gentlemen: 
I speak euphemistically, to address you as such. Be assured, I mean everybody, allbodies, 
somebodies, and also nobodies.  Welcome, sweet sisters, chicklets and broads; all my dear sods, 
dudes, chaps and bruvs; all you birdies, foxes, cats and dogs; hacks and jacks; punks and runts. 
Welcome, welcome, Ladles and Grunts to this first-time-ever,  
this once-in-a-lifetime,  






Here she is: my SELF on display,  
laid, splayed, out, today to be  
excavated, anatomized, dichotomized, analyzed, 
all in the name of knowledge. 
 
Yayayayayayyayayayayayayyay!  
I thank you for your applause. 
 
Now, my good friends, some of you may have attended, just last week, the peep show of my 
acquaintance (former doctor and shrink), Jack O’Lacantern, in which he exposed his body  
as a dynamo-powered gas-tap, from which a peacock’s feather pops and tickles  
the belly of the belle dame. 
 
Well, he may as well have bared the body as a, a, 
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turnip, a teacup, a plastic, seismic hiccup,  
he still would not have shown you his full monty. 
 
Whereas I –  
take a seat, do, there’s still room in the top row of the amphitheatre; 
you are just in time as - 
I disrobe and bare all before you:  
hammertoe, hamstrings, ring-a-ding dong;  
dog breath, bread belly, polka ping-pong; 
served to you with stainless steel lab-ware,  
polished lance and probe. 
 
Let us begin, shall we, with the surface 
tension - 
you think you see it all, 
but am I all here? 
Where indeed are my edges, my boundaries? 
Narrow your eyes, look closer and see again 
the wrinkles, the creases, bags, sags, slag; 
what was outside doubles over inside out. 
Not so clear where I begin and end 
when you consider 
FOLDings, unfoldings, enfoldings. 
 
Follow through, shall we?  
Pick up your probe and prick your imagination, 
invigilate invaginations! 
Six, on the face of it: 
keyholes, peepholes, blowholes, cubbyholes… 
This here wormhole, 
this flow hole, this DESIRING MACHINE, 
note its rhythmic opening and closing 
as I suck the mead of sweet OTHER; 
gulp, gasp, grab, crab for more. 
DESIRE spills from here 
without forethought, without direction. 
 
You expected a well-wrought system? 
You expected blood and gore and titillation? 
You are deluded, disappointed. 
Yes, there are vessels, valves, basins, chambers, 
Turkish saddles, crows’ nests, snuff boxes, 
but the route is always already  
VIRTUAL, virtuous, viral 
this is my BODY WITHOUT ORGANS! 
 
One thousand howling dogs race down driveways. 
A swarm of slime slugs the canals. 
A crew of shackled prisoners sit on sinewy ridges,  
heaving heady words that don’t work anymore. 
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You didn’t expect them to, did you? 
The flow of desire leads no where but over wear and under wear. 
What I wore is wored, wered, warred, 




Deep in my cavity, 
what do you see? 
Not what you expected? 
Not what you came for? 
You are shocked, whadda-lousy turn: 
at the heart, there is no CENTRE; 
at the centre, there is no heart! 
Just a bricked up virtue-wall, 
exit sign, 
tangle of arrows, 
five mechanics,  
one engineer,  
keeping time, 
waiting to replace the valves; 
open the faucets; 
let the steam escape. 
 
You don’t wish to go that way 
into the miasma? 
Stay with me then. 
Let’s curl together in a fecal position 
and I’ll show you a secret of my MACHINIC self. 
 
Look, deep in the cleavage twixt bricks and slag: 
one tiny electric bee. 
 
Speculate that BEe-ING 
as it wanders through the flora of my gut, 
bombinating, pollinating;  
visualize the lude, rude, ruddy blooms; 





In my cranium 
nests a green pod of peas, 
sweet as lice, they roll and round. 
Soon, for they are almost out of room, 
the seed cage will dehisce and evisc- 





There.  It’s done. 
Yayayayayayyayayayayayayyay!  






What is in-between? 
There are spaces between and spaces between the in-between.  (Irwin, 2004, p. 31) 
 
Here, there, where line divides friend from foe. 
We laugh to show our nonchalance. 
We sing to the drumbeat of mortar tune. 
Streetfighters, we fist belief into rocks 
Socked backhand to no-man’s land. 
Words loam our stonewalls of in-between. 
 
A shared pallet, a tight darkness engulfs us. 
Words loam our stonewalls of in-between. 
I hear the rasp of your disappointment. 
We ache when we should sleep.  We count breaths. 
We wrap ourselves in separate covers. 
But no sheet can hide the wounded sounds. 
 
A curtain separates our bodies,  
But no sheet can hide the wounded sounds –  
Gaping, oozing, staggering heart-breaths. 
Silence separates soul from bones, quick from dead. 
We are dying without hospice. 








































































































































































































































































Shall We Dance? 
A collaborative art project, eh?  Me as facilitator? How might this unfold?  I imagine we would 
gather together to collaboratively create – what kind of art?  Creative movement?  Yes!  All right 
then, I would like to start by remembering that knowledge is embodied.  So, it would be 
important to engage the body.  We could begin with movement exercises, or with sensory 
exercises – perhaps some receptive walking exercises.  I certainly wouldn’t jump into theoretical 
discussions; I wouldn’t want to bog down the creative process or end up with a dance of talking 
heads.  As Eisner notes, the language of art is non-discursive and its entire process could also be 
non-discursive.  The dance would begin with somatic knowing.  It would engage epistemic 
perception: using the aural, tactile, visual, and kinaesthetic senses to perceive aural, tactile, 
visual, and kinaesthetic qualities.  What qualities?  In our dance, we would work with time, 
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space, shape, weight, distance, speed and maybe other aspects of human physics.  The dance 
would work with these qualities, using qualitative reasoning.  We might play with being orderly, 
random, smooth, rigid, empty, full, large, small, heavy, light, fast, or slow.  Remember, the 
dance would be created using the creative medium of the body.  This medium, or form of 
representation, would offer possibilities, as well as constraints.  For example, it would be 
difficult to create certain images with the body; a painting might be better at that.  On the other 
hand, the very constraints of the medium might prompt creative ideas.  Would we want to make 
images with our bodies?  Hey, we could use shadow puppetry!  Using light, a screen, and 
shadows, our bodies could be engaged to create incredible, startling shapes, outlines, forms – 
images.  (Digression – Google search – ooh, see what Raymond Crowe has done – 
http://youtu.be/m8yb4hnA2dI!)  Using shadow puppetry, we might start by playing with this 
medium, letting images and ideas emerge from the creative play.  Or we might start with an 
image, a feeling, or a theme, which we would heuristically develop through the process of 
working with the form.  Maybe we’d be given a prompt, such as, “How is art a way of knowing?” 
Feelings and images would incubate, link to poses, gestures and phrases.  We could, actually, 
transact this whole thing without ever speaking.  Though we might want to use words, lovely and 
imperfect as they are, to further share our feelings, and our thoughts, fragmented and 
wandering as they are.  We’d try some shadow puppet effects.  We’d realize that we’re projecting 
three dimensions onto two.  We’d realize that this means that things apart might seem to touch; 
things the same size might change their relations. See, my left hand looks like a baby, my right 
hand, a father.  Ever neat!  What are we talking about here?  A theme, a motif, of mentorship? 
Personal growth?  The child is father to the man?  How do we want to play with this motif?  
What tone do we want?  What rhythms, what dynamics?  What kind of sound accompaniment?  
Eventually, a creative movement piece, a shadow dance, would be formed.  The completeness of 
the art would be gauged by a sense of rightness of fit, rather than a checklist of criteria.  
Likewise, its meaning wouldn’t depend on how clearly its point is conveyed.  In fact, the 
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meaning might be ambiguous, uncertain, or multiple.  Asking us to put into words what we have 
created, to explain what we have done, could be frustrating for us.  But we could do this.  We 
could relate our ideas, our feelings, and our associations.  We could speak about themes, 
symbols, and metaphors.  We could speak about phrases and gestures, about negative and 
positive space, about levels, directions and paths.  (I could point out epistemological features, 
strains of Hawkins, Moustakas, Eisner and Irwin.)  We would hope that would help.  But it 


















































































































































































Time is gone 
              is god 
                  does not exist- 
                                    dance is perception 
                                                     is a matter of touch 
                                                                                not matter but space 
                                                                                                             has no centre  
                                                                                                                            
and also the center 
                  cannot hold still 
                                          the only constant is change 
                                                                                 is all that time is 
                                                                                                    gone     
           and does it 

























5 Does an understanding of the author’s view of knowledge come from: 
a. A discussion of knowledge; 
b. A description of research methodology; 
c. Examples of research; 
d. Other? 
 
6 How does the author’s view of knowledge/of knowing fit on the following axes that 
underlie major paradigms of knowledge?  (Does it fit it to any, or is it novel?) 
Truth is . . .  
a. abstract, concrete 
b. acquired, innate (active, passive)   
c. analytic, creative 
d. centre, margins 
e. constituting, constituted (passive product of social place) 
f. distance/presence 
g. essential/universal/generalizable, relative/local 
h. eternal, provisional 
i. expectation of sense, expectation of nonsense/chaos 
j. explanation, meaning 
k. explanation, understanding (meaning) 
l. explicable, inexplicable 
m. found, constructed 
n. heuristic, algorithmic 
o. internal, external 
p. intrapersonal, interpersonal 
q. knowledge, knower 
r. logical, non-rational 
s. material, immaterial (spiritual) 
t. mind, body 
u. neurological, mindful 
v. objective, subjective 
w. propositional (knowledge that), procedural (knowledge how)  
x. rational, emotional 
y. rigorous/systematic, intuitive/revelatory    
z. simple, complex 
aa. singular, plural  
bb. spatial, non-spatial 
cc. structured, loose 
dd. tacit, explicit (know-how; know-why; know-who) 
ee. temporal, atemporal 
ff. unbiased, biased 
gg. unified, contradictory 
hh. analytic, phenomenological 
 
7 What other descriptors illustrate the author’s concept of knowledge? 
 
8 Does the author see knowledge as a cognitive entity, or one that exists in thoughts; in 
the “mind”?  Or does the author have another conception of knowledge?  Or does the author perhaps 
resist the very concept of knowledge/knowing/truth? 
a. cognitive/rational/empirical/psychological/neurological/ vs 
b. semiotic, symbolic 
c. linguistic (language or medium determines knowing) 
d. imagistic  
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e. experiential (lived experience) 
f. sensory, embodied 
g. aesthetic  
h. useful, pragmatic, ethical, righteous 
i. privilege, power, cultural capital 
j. resisting of dominance 
k. political action 
 
9 What metaphors or images does the author use to describe knowledge? 
 
10 What does the author’s view of knowledge espouse?  What does it resist?  Does the 
author see the arts-connected knowledge as a distinct entity or part of/subsumed into another entity; 
complementary, or at odds? 
 
11 How does the author conceive of art? 
 
12 What conditions does the author feel are necessary for “truth”?  For example,  
a. Does the author believe that knowledge is justified true belief?   
b. Does the author believe that knowledge is warranted assertion? 
c. How does the author warrant or justify his/her view of knowledge? 
d. Does the author feel that knowledge requires warrant or justification? 
 
13 How does the author suggest that the quality, value, worth of research, or of a 
knowledge claim, may be assessed/judged?   
a. reliability, probability, falsifiability 
b. reduction to the indubitable, the self-evident  
c. correspondence to the empirically obvious 
d. plausibility, rationality, explanation 
e. representativeness  
f. resonance, coherence 
g. connection, correspondence to or representation of emotional, physical, or spiritual  
  domain 
h. possibility 





14 Who are other researchers that this author makes reference to? 
 
15 What is unique about this author’s arts methodology and/or conception of knowledge? 
 
16 Does the author’s theory of research, knowledge and art seem justified? 
 
17 What are areas of limitation, contradiction, inconsistency, dilemma, or paradox in the 
  author’s views? 
 
18 Where do I, or others, disagree with the author? 
 
19 What is inspiring or illuminating about this author’s views? 
 






1. All of the poems in this thesis are instantiations, explorations, demonstrations, or representations 
of epistemological concepts considered in study.  This poetry gloss is written as an aide in 
comprehending such meanings. 
2.  In all of the poems, meanings reverberate.  Although the poems are strategically placed to offer 
commentary at certain places in the report, their poetic meanings are much less linear; they may be 
read, and reread, in a different order, time, or place. 
3.  These poems emerge from personal experiences and contemplation, but are not ethnographic 
research.  Their autobiographical elements do not promise to correspond to facts of reality.  
Nonetheless, they are all true. 
4.  Caveat lector!  Poems play.  There is a danger that in annotating that play may eliminate 
sensory, affective, and ambiguous qualities that proffer aesthetic delight. 
Knot (p. 3) 
 While the traditional abstract summarizes my thesis project in discursive language, this 
poem summarizes it in literary language, allowing the heuristic and creative aspects of the journey 
to be described connotatively.  This poem picks up on a metaphorical theme that threads throughout 
the work, that of the fold, of folding, and unfolding.  The poem presents an image of the knowledge I 
am researching as a fold so complex it has become a knot. What does one do with that knot?  Deem it 
a problem to be untangled and straightened?  Let it be?  Admire its complexity? In this poem, the 
image of the knot suggests that that research is not a linear process that results in a complete, 
definitive answer, but a deviating route that results in as many questions as insights. 
Getting It (p. 4) 
 I wrote this poem early in my research journey, as I was formulating the questions that 
would guide my study.  The poem begins with my passion for trying to understand art as a way of 
knowing, as I ask what it is that I do when I “en-art”?  All the while questioning how art is a way of 
knowing, the poem is also very insistent that art is, in itself, a way of knowing.  The poem uses 
rhyme, assonance, paronomasia (punning) and other verbal disruptions to creatively play with the 
semantics of the word, art and, in doing so, to contemplate the meaning-making of art.  The poem 
sets up an extended metaphor of fishing, suggesting that the purpose of art is to “catch some sense.”  
The poem is written in first person as I implicate myself:  not only do I want to contemplate what 
may be essentials or universals in the meaning-making of art, I want to make sense for myself, and 
share this sense with others – as Eisner (1981) says, to offer a generalization from a sample of one. 
The poem ends with a metaphor of fish vision, noting that piscine di-ocular vision allows and accepts 
diplopia – seeing two objects at the same time.  In humans, diplopia would be considered a 
malfunction of our binocular system.  This metaphor offers my intuited idea that having “fish eyes” 
could help one understand the inherent ambiguity in art, and in life. 
 
Wholly (p. 24) 
 This poem may serve as an example of Hawkins’ creative process, described in the 
methodology section of this thesis and entailing generally consecutive processes of sensing; feeling; 
imagining; transforming, and forming.  “Wholly” externalizes these processes, something not always 
evident in a poem, which may only reveal a synthesis or consequence of these creative processes 
involved. The poem’s use of these creative processes is enumerated as follows: 
1. Sensing: In this poem, I describe using my senses, seeing, hearing, smelling, tasting and touching, 
and likewise the reader to engage sensually. 
2. Feeling:  In this poem, I show that sensings are not merely physiological events, but are linked to 
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emotional reactions.  I compare, for example, the smoothness of a glass windowed corporate office 
with the smoothness of a baby’s bum. 
3. Imagining:  Imagining involves taking those inner sensings and using processes such as 
association or projection to image anew.  In “Wholly,” none of the sense experiences were actually 
experienced in the course of creating the poem; some have never been experienced; yet, all were 
imagined as vivid sensory images.  The poem offers several emotionally charged images such as “an 
aspiring stuck sick in the back of the throat” and the de novo “snail snot.”   
4. Transforming:  In this poem, the various images are collectively transformed into ideas, namely, 
the idea that knowing is a personal, embodied, and holistic process. 
5. Forming:  The final phase in Hawkins’ creative process is forming, expressing the sensed, felt, and 
imagined images and ideas in an outward communicative form.  In writing poetry, this involves 
using literary devices.  The description of images is itself a literary device, one of many in this poem; 
another is the use of repetition for rhythm and emphasis.  One device I would like to point out is the 
repeated onomatopoeic sibilance of the w and wh sounds, which serves to create the sound of breath, 
linking the kinaesthetic sense of breathing to an insight of knowing as a living, and thus embodied, 
inquiry.  Notice the paronomastic summary of this conception in the title of the poem.  Written in 
first person, this poem is a very personal description of my experience of knowing, yet at the same 
time reiterates Hawkins’ creative process, and, as an exemplification of embodied knowing, relates to 
some of a/r/tography’s concepts. 
ten thoughts (p. 28) 
 Written early in my research journey, this haiku poetry sequence offers an exemplification of 
heuristic inquiry.  The poetry sequence admits a view of the earlier phases of heuristic research, 
something not revealed in the thesis’ post-reflective critical writing.  The poetry sequence 
demonstrates the exploration, questioning, and uncertainty of my initial engagement and immersion 
into my study.  While not providing any research conclusions, the poems also demonstrate the 
heuristic process of leaping from contemplation (indwelling) to insight (gestalt).  Furthermore, these 
poems also demonstrate heuristic investigative qualities identified by Moustakas as identifying with 
the focus of inquiry; self-dialogue; tacit knowledge; intuition; indwelling; focusing; and the internal 
frame of reference.  Starting with that last quality, these haiku display an internal frame of 
reference; in them, my research questions are personalized, dealt with holistically, as lived inquiry.  
The haiku embody self-dialogue:  the poems ask questions, respond, comment, reflect, wonder and 
assert.  The confessional, intimate tone of the self-dialogue invites you, the reader, into the 
conversation.  Tacit knowledge is demonstrated in the poems’ lived inquiry; I place my existent 
knowledge, experience, beliefs, passions and values into the research questions and study.  The 
haiku are created from a contemplative focus that allows indwelling; allows me to incubate the 
research issues; allows them to touch me on many levels.  The haiku are created from intuition, from 
a creative exploration, from making associations, connections and comparisons, from which I can 
leap into an insight. 
 I think the haiku form is quintessentially heuristic.  Haiku are easily identified by their 
visual form of three short verse lines, yet the simple form of the haiku belies its exigency.  To work 
with the haiku’s poetic expectations within the constraint limitation of three lines of 5-7-5 syllables, 
respectively, requires attentive, contemplative focus, a heuristic quality. The most heuristic aspect of 
haiku, however, is the expectation of a volta, or turn, a significant shift in feeling, thought or 
argument (Theune & Addonizio, 2014).  In haiku, this shift often happens between the second and 
third line, with the first two lines offering a lyrical description or experience and the third line 
making an intuitive jump to a new image or thought, thus offering insight.  This poetic insight 
doesn’t entail a world-changing epiphany, a rational solution, rather, an awareness perceived from 
lived experience.  This process of contemplation turning to insight is present in all of my haiku.  In 
some of them it occurs with a very sharp turn, as in the fifth haiku:  “many times i’ve known / truly 
what will come to pass / every time i’ve cried,” while other times the turn is less obvious, as in the 
tenth haiku, where the question tag, “why” marks the turn. 
 As representations of lived experience, haiku are humble.  Each brief haiku is one moment, 
ephemeral, but not random.  In my haiku, I relate the fragility and uncertainty of my human 
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experience through use of lower case punctuation.  Although each individual haiku is evanescent, 
collectively, the sequence of poems creates movement, as in a journey, a metaphor directly stated in 
the first haiku, and continued by the numbering, which works as signposts, as well as by many 
references and images related to travel (e.g. map) and to the passing of time (e.g. “across the sky”; 
“come to pass”).  The image of a journey or a voyage is a metaphor depicting research as a 
transpersonal passage.  
Either it will rain tomorrow or it will not rain tomorrow (p.46) 
In this poem, I compare, as Eisner (1981) did, the epistemological assumptions of science versus art.  
In particular, I examine their differing conceptions of the term, tautology.  As a linguistic device, a 
tautology is an unnecessary repetition of word, idea or logic.  Tautologies often appear in colloquial 
speech in expressions such as “absolute perfection,” “more complete,” “crimson red lips,” “azure blue 
sky,” where their existence is considered weak, even annoying.  In science, however, a tautology is a 
non-excepting truism.  Notwithstanding Karl Popper’s theory of falsifiability, the totalizing of theory 
is generally considered a good thing in science, which desires theories that unequivocally explain 
mechanisms and causes, verifiable through empirical repetition.  Thus the proposition “either it will 
rain tomorrow or it will not rain tomorrow” would be considered a needless redundancy in writing 
style, but as a scientific theorem could be considered a desired proposition of certainty that defers to 
no other possibility.  In my poem, this particular proposition becomes the prompt for my imaginative 
rant over the difference between science and art.  In this poem, I play with the idea of tautology.  
Using neologisms and surrealism, I push the concept of tautology to the edges in order to question 
the limits of scientific thinking (logical positivism and scientific realism), beyond which other means 
are needed to respond to life’s existential questions.  In this poem I offer some autobiographical 
examples of such questions.  
Stutter (p. 65) 
 A/r/tography’s methodology draws many concepts and metaphors from the philosopher, Giles 
Deleuze, including the concept of the stutter.  Although a/r/tography uses this metaphor of the 
stutter, it does not explicate its meaning.  Epistemologically, the stutter may be considered to be the 
new knowledge that incurs when language is pushed to the disequilibrium of its limits, as might 
happen stylistically in postmodern literature or in the appropriation of a dominant language by 
minority speakers (who “break” language with their “broken English”) (Stevenson, 2009; Hardcastle 
Jones, 2014).  In my poem, I explore how the stuttering of language might look.  As this concept is 
enjoyed in postmodern theory, in this poem, I deliberately employ several postmodern literary 
devices that are intended to disrupt language.  I use the slash, a device that both negates and 
doubles meaning (Springgay, Irwin, & Kind, 2005, p. 904).  In addition to this, I use a number of 
contradictory or oxymoronic phrases such as “openly we hide,” “cower within joy,” as well as jarring 
adjectives, such as “itching sobriety” and “high noon grace” to disrupt expectations and encourage 
alternative gleanings.  For me, the effect of these disruptions is existential, conveying a pessimistic 
ontological perspective. 
Fragments (p. 66) 
 These poetic observations were written and collated during a self-directed research/writing 
retreat in which I was trying to glean a comprehensive understanding of a/r/tography’s methodology 
and epistemology, which was difficult for me as I found the writing diffuse and desultory.  
A/r/tography appropriates with scant explication many metaphors from other poststructuralist 
theorists and in this poem I was exploring what might be meant by their assertion that knowledge, 
that knowing, is fragmentary?  And what is meant by their concept of knowledge and a methodology 
that is liminal, at the edges, both inside, outside and in-between?  I decided to explore these concepts 
by working artistically with fragmentary thoughts.  (Aside:  In addition to a/r/tography methodology, 
notice features of Hawkins’ intuitive creation, Moustakas’ heuristic inquiry, and Eisner’s artistic 
cognition in the depiction of my poiesis.) From walking meditations, I allowed chance sensory 
experiences, especially those with qualities of being inside, outside, or in-between, to carry into 
thoughts and ideas, which I jotted down as they occurred, and later transformed more artfully 
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(poetically), considering force of image and emotion.  However, I made no effort to link any of the 
individual poetic expressions until I collated them on the page, at which point I allowed myself to 
place them according to where I saw imagistic or thematic connections and sensed a “rightness of fit” 
(Eisner, 2002a, pp. 75-76; discussed in the thesis section on somatic knowing).  Still, I spaced them 
erratically to emphasize their fragmentary nature.  Fragmentary as they are, I think that 
connections are unavoidable.  A Kuleshov Effect occurs:  this is a psychological effect named after the 
early Russian filmmaker, Lev Kuleshov, who noted the tendency of the human brain to link 
consecutive images into a temporal and emotional plausible narrative (Murray & Hoyle, 2011).  It 
seems that knowing both is, and is not, fragmentary. 
Fishing (p. 74) 
 This poem, “Fishing,” hearkens back to the poem “Getting It” in that both use the extended 
metaphor of fishing to explore epistemological properties.  While the previous poem wonders how art 
is a way of knowing, how art “catches sense,” this poem explores the many ways of trying to gain 
knowledge through the analogy of trying to “catch a rainbow.”  In this poem, the use of multiple 
narratives, techniques, and perspectives regarding fishing for that rainbow may be compared with 
the multiplicity of knowing, in particular, the influence of philosophical perspectives, ideologies, 
cultural mores, and personal values on how one knows.  Because of its exploration of philosophical 
orientations to knowing, “Fishing” is placed in the middle of the philosophical interpretation of arts 
based research and a/r/tography.  Meanwhile, interpreting the meaning of this poem is a 
hermeneutic exercise for the reader, as s/he applies her/his own perspective to decipher significance 
of each narrative vignette.  Emphasizing this choice, the poem alternates from first to second person, 
with a digression into third person singular.  And at another point, the poem jumps entirely from 
word to image.  For myself, the poem ends in a lyrical rejoicing at the wonder of art, of knowing, of 
learning. 
Abecedarium (p. 81) 
 The epigraph of this poem relates the Saussurian structuralist theory that meaning in 
language arises from phonemic differences.  The poststructuralist Jacques Derrida questioned the 
stability of meaning so derived.  Derrida coined the term différance to represent his awareness of 
both the qualities of difference and deferring in language, the former relating to his awareness of the 
privileging of certain linguistic meanings and the latter to the endless deferring of linguistic 
meaning.  It is important to have an awareness of the theories of structuralism and 
poststructuralism in order to place the philosophical basis of a/r/tography. “Abecedarium” relates my 
study in this regard.  This is a nonsense poem that revels in word play.  The word play itself is an 
artistic instantiation of Saussurian and Derridian theory.  Ask yourself, beyond the word play, is 
there meaning to this poem, or does it just endlessly de-fur? 
This Poem Is (Différance) (p. 82) 
 This poem could be considered a sequel to “Abecedarium.”  It, too, explores philosophical 
aspects of poststructuralism, namely Jacques Derrida’s concepts of difference, deconstruction, and 
trace.  Différance is noted above.  Deconstruction is a method of literary critique in which one notices 
contradictory meanings in a text.  Derrida’s trace reverts to binary conceptualization, where the 
“trace” is the absent ghost lurking behind a signifier’s (word’s) present meaning, or the opposing non-
meaning behind a signifier’s meaning.  Philosophically, all three relate to an ontology of absence as 
Derrida disputes meaning as present, centred or certain.  In “This Poem Is (Différance),” I apply 
these Derridian concepts at a personal and relational level.  Thematically, this poem is a lament for 
loss of innocence, for a lost belief that one’s poetic expression could be an unalloyed expression of self, 
wholly understood.  Instead, interpersonal, poetic meanings are in doubt, in dispute, in/different.  
Anatomy Lesson (in a Deleuzian World) (p. 83) 
 As I tried to understand the philosophical underpinnings of a/r/tography, I noted the strong 
allusions to and appropriations from the philosophy of Giles Deleuze, such as the metaphorical 




effort to understand Deleuzian philosophy in order to better comprehend the philosophical basis of 
a/r/tography.  This entailed a lengthy research detour in which I was mostly befuddled.  Like 
Derrrida, Deleuze espouses an ontology of absence and is deliberately circuitous and concealing. 
Deleuzian scholar and blogger Brendon Holt on his site, Differenciations, through the catharsis of 
humour, describes his efforts to read Deleuze as a “relentless Death March” and “an exegetical pain 
in the ass” –   
 You really have to read the text back into itself in order to unravel what is happening . . . . 
 you have to get used to the feeling of wandering through the text without any idea of what is 
 happening until you hit moments of clarity which you can then read into the previous pages 
 to illuminate them. (Holt, 2014) 
 “Anatomy Lesson” explores Deleuzian philosophy through the conceit (elaborated metaphor) 
of an anatomy lesson – through a “once-in-a-lifetime, world premiere, auto-vivisection!  The lesson 
employs a number of Deleuzian terms, capitalized for reference, including self, fold, desiring 
machine, other, desire, body without organs, virtual, machinic, being and rhizomes.  Most of these 
terms are referenced in The Deleuze Dictionary, edited by Adrian Parr (2005).  However, do not 
expect definitions, here.  Rather, each entry, as noted in the introduction by Clare Colebrook, is a 
“disruption, violence or dislocation of thinking” (2005, p. 4).  Colebrook points out that Deleuzian 
philosophy resists systematization. Holt, above, describes his vagarious approach to reading Deleuze.  
Like, Holt, I need the catharsis of humour to handle Deleuze and with this approach, I think that my 
poem captures the tone, if not the tenor, of the Deleuzian belief system.  “Anatomy Lesson” is 
delivered as a dramatic monologue, and the personification of Deleuzian theory allows it to be 
conceived within a personality, a voice and a body – a peculiarly disembodying body, the irrationality 
of which is in keeping with Deleuzian theory.  I think that the playful nature of poetry is much more 
apt at conveying Deleuzian theory than a dictionary could ever be and it certainly abated my 
frustration.  As you read this poem, enjoy the whimsy, the wit, the allusive puns, and the irreverent 
neologisms of our Anguish Languish – and allow this anatomy lesson to give you a Deleuzian 
perspective to a/r/tography. 
What is in-between? (p. 86) 
 This poem explores another spatial metaphor employed by a/r/tography, that of the in-
between, the space that exists between and among categories. (Irwin, 2004, p. 28).  With this spatial 
metaphor, I think that Irwin is trying to trouble the classical logic of the excluded middle, which 
suggestions that propositions are either true or false.  Irwin adamantly refutes dichotomous thinking 
of structuralism (Sinner, Irwin, Leggo, & Gouzouasis, 2008, p. xxi) and suggests that, in fact, 
meaning is often uncertain and ambiguous.  This metaphor also suggests that a/r/tographers work in 
an uncertain place, without a clearly accepted academic position.  But as I have done in other poems, 
here, I am exploring the existential and psychological meanings of the metaphor.  If a/r/tographers 
feel they are in-between, who else might feel this way, and how and why?  (After all, it is clearly a 
large space, with “spaces between and spaces between the in-between.”)  In writing this poem, I 
mused on situations where a person or persons might feel “in-between.”  But, interestingly, my 
meditation mostly brought up images of feeling isolated because of something in that in-between 
that prevents interpersonal connection.  So in this poem, it is the excluded middle that excludes the 
poles.  In this poem, what is it that lies in-between, excluding and disconnecting?  Sometimes, it is 
words that “loam our stonewalls of in-between.”  Other times, it is silence that “separates soul from 
bones.”  Elsewhere, appropriating from the Deleuzian concept of the fold, Springgay, Irwin, and Kind 
note that “the outside of something is the inside of another” (2008, p. 83).  What we have here is a 
fold, or inverted meaning.  Note that the poem visualizes an endless fold by repeating the last line of 
a one verse as the second line of the next.  Perhaps there is consolation in this connection. 
Philosopher’s Lament: (p. 88) 
& This thesis ends without a definitive statements or conclusion.  Rather, it ends with 
outstanding issues and further questions.  Some might find this difficult, yet it is in keeping with the 
findings thus far in my study of arts based research and a/r/tography.  Neither of these 
methodologies espouses a determinate, reductive view of knowledge.  There are many answers to the 
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question of what is knowing.  “Philosopher’s Lament” is written as overlapping statements, 
suggesting a plurality of voice and perspectives.  It ends with a metaphysical question, which may 
seem, at first, to have little bearing on the research topic, and to deal, rather, with the type of issues 
that a physicist might be absorbed with, with the nature of time, space and matter, but these are 
eminently cosmological, and thus ontological.  Nor do I think one can separate being from knowing, 




& Please find below a list of questions I developed as criteria I and others might use in 
evaluating my thesis.  Note that the enumeration of validity criteria in catechetic form follows an 
established research practice, employed, for example, by Barone and Eisner (2012, pp. 148-155), 
Knowles and Cole (2008a, p. 65), Richardson (2005, p. 964), and Sameshima (2007, p. 309). 
Internal validation 
• Has my research work been personally meaningful, transforming and generative? 
• Have I answered my research questions to my own satisfaction? 
• Have I satisfied my objectives?  Have I gained a greater understanding of how an arts 
practice may be a research methodology and a way of knowing?  Will the knowledge 
gained assist me in my work as an artist-educator? 
• If I have not answered my questions or satisfied my objectives, has the work, 
nonetheless, been valuable?  Has it provoked unanticipated insights or learning?  Has it 
provoked further questions? 
• Has my research encouraged me to pursue further study? 
External validation 
• Does the project fulfil its stated objectives:  does it coherently describe, compare and 
critique arts based research and a/r/tography? 
• Does the project further an understanding of the epistemology of arts-connected 
educational research? 
• Does the project contribute useful ideas, commentary, judgements, or questions to the 
field of arts-connected educational research? 
• Does the critical inquiry present well-reasoned arguments and judgements?  (Are the 
assertions warranted?) 
• Is the creative inquiry evocative?  Can the reader/audience connect to the issues through 
the imagery and the emotion conveyed?  Is the artwork aesthetically satisfying? 
• Is the personal reflection inviting, thoughtful and interactive? 
• Does the work provoke further questions for discussion? 
 
&
&
&
&
&
&
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